This paper will explore an art therapist facilitated mural within a refugee camp in Greece. It will present literature regarding a 'psychosocial' frame of art therapy and its considered relevance when working with refugee populations, drawing particular attention to theory on working cross culturally, outside the art therapy room, and the art making process. It will describe the context and present a vignette that reflects on the author's own challenges and discoveries within the mural project that may indicate its significance within the art therapy field. The discussion will explore the possible benefits and value of art mural practice, including thoughts on symbolism within the process and final image. Limitations and further recommendations will be explored and considered. The paper will conclude that a psychosocial approach provides an appropriate framework for art therapists working with refugees and that community murals may hold therapeutic value that could be further explored with primary research and data gathered from participants to expand the discussion of its relevance as a practice within the field. The implications of this paper are that future research into art therapist facilitated community murals is possible within a similar framework and can be used when working with a community of people who have experienced displacement in order to address some of the psychological and social needs.
Terminology
While writing this paper it became apparent that when exploring a subject so intricately political it is tricky to find words that do not displace the person within the description. Therefore the terms used within this paper should be considered for ease of comprehension and to provide context for the reader. Where relating to groups or individuals, the terms used are not entire descriptions of the people I met or of the environment in which they lived. Within this paper I will use the term 'Refugee' to describe a person who has fled their country to seek asylum elsewhere, 'Refugee camp' to describe the site in which refugees and asylum seekers live and where the mural took place, 'Resident' to describe a person living in the camp, and 'Participants' will be used to describe the residents who joined us at the mural. For further ease I will also be using the term 'art therapist' instead of 'art psychotherapist'.
Methodology
To explore the possible therapeutic value of murals with displaced communities from the perspective of an art therapist, a qualitative method was used to discuss a vignette written using memory and personal records. Qualitative research acknowledges personal subjectivity, individuality and cultural phenomena (Gilroy, 2006) . Gilroy writes that it can 'enable a reflexive, heuristic approach in naturalistic settings ' (2006, p. 81) . A qualitative methodology can encompass the examination of the researcher's personal observations of an experience in order to find larger meaning within the event that has taken place, (Gilroy, 2006) . In this paper the vignette provides an observation of the community mural and was informed by process notes taken during the time of its development, a journal that included written and drawn entries, memory of the event and ongoing reflections. As the reflections are personal and therefore subjective, they are biased in nature and so this paper's findings are limited within an objective discussion. Through the exploration and discussion of relevant literature I hope to have identified adequate theory that indicates the therapeutic value of community murals with displaced communities.
The charity with which the mural was carried out, Flourish Foundation, has granted me permission to share this paper.
Ethical considerations
The aim of the mural was to engage residents through a publicly accessible outside art practice that would offer an alternative creative space. It was not carried out with any aims of research and so no consent was obtained for this purpose, however, participants were aware that the process was recorded through photographic means. Throughout this paper I hope to have approached ethical considerations with due diligence. I have attempted to maintain a transparent line of enquiry that acknowledges my assumptions and bias from a white female perspective and the lack of participants' voices from which this paper would greatly benefit.
Introduction
The aim of this paper is to encourage further research and discussion into the use of art therapists facilitating community murals. By presenting literature that supports the application of a psychosocial approach I hope to amplify the value of therapeutic practice applied to this form of art making. Through the vignette I will present discussion on the benefits and value of community murals facilitated by art therapists and the transcendental nature of symbolism within the mural making process and final image. I will conclude that further research that includes participant voices would expand the discussion and contribute to the art therapy profession's scope of engaging with communities such as refugees.
In order to provide some context I will begin by briefly explaining how people came to be in the camp, followed by a description of the setting, including the charity's practice.
Political context
In 2011 demonstrations were held against the Syrian government demanding the resignation of President Bashar al-Assad whose family had held power since 1971. A violent and complex civil war ensued, resulting in the United Nations High Commissioner for Refugees (UNHCR) recording that 6.6 million people had been internally displaced, with a further approximation that 5.6 million Syrian individuals have since fled their country in the pursuit of safety. (UNHCR accessed 9/ 11/18).
Hoping to find peace and opportunity, many individuals and families made perilous boat journeys across the Aegean Sea arriving on Greek shores. Western governments panicked at the influx of people arriving in Europe, and in May 2016 closed the last of the Northern European borders. This reaction left individuals stranded, families separated, and a host of ill-equipped countries with the task of creating infrastructure to manage the large numbers of displaced persons. In response to the need for refuge, a number of camps were set up across Greece to provide an immediate sanctuary while applications for asylum were processed.
The setting and inner framing
In October 2016, art therapy charity Flourish Foundation responded to the refugee crisis in Europe. Employing a team of four female art therapist volunteers they piloted a 6-week 'art therapy informed psychosocial service' within a refugee camp in mainland Greece.
The site was situated on a disused army base in a remote area. While the demographics fluctuated, the population at this time was estimated at 600 residents, with roughly an equal third belonging to men, women and children. Predominantly from Syria and areas of the former Kurdistan, there were also a few individuals from Sudan and Ethiopia.
There were several non-governmental organisations (NGO's) and inter-governmental organisations (IGO's) working on site. The residents had shelter, access to medication, food, water, and washroom facilities including some psychosocial provisions. The accommodation was tented in a central area surrounded by a pine tree-lined dirt road that circled it from the main entrance/exit. The organisations were located to one side, looking onto the living area. Taking into account Maslow's hierarchy of needs (Maslow, 1943, pp. 370-396) it was decided that a 6-week pilot would allow time to appropriately assess the value of establishing a long-term provision within the site.
We were given use of a building situated at the far end of the site to facilitate groups with men, women and children, to help determine what the gaps might be in services and if an art therapy informed psychosocial service could go some way to meet them. The building, along with others on site, was in need of repair and when we asked the camp managers for permission to create a mural on the outer facing exterior wall it was granted.
We had weekly group Skype clinical supervision from an art therapist who has extensive experience working with displaced populations. We explored our emotional experiences considering possible transference and counter transference within the developing relationships. We discussed the practicalities of working in a complex environment and safeguarding participants and ourselves. We held daily peer supervision to assess and maintain an appropriate framework that was safe and contained for both the residents and team. We developed close relationships with workers within the other organisations, including an adult psychologist and a child protection officer, who arrived on site in our second week, enabling us to secure a referral system.
We were based on site 4 days each week and after speaking with NGO's and INGO's we designed a schedule of groups inclusive of age ranges and genders and allowing time for the mural. Our approach held in mind the ideas of the 'Portable Studio': internalising the art therapist's constructs of containment, attuning to collective and personal cultures and acting with thought and compassion (Kalmanowitz & Lloyd, 2005, pp. 106-125) . Throughout the mural project we adapted our practice to respond to this new therapeutic space that was emerging outside of the therapy room and around the walls. We acknowledged the mural as providing a rich environment that helped us to understand what our service could and needed to offer to the community.
Literature review
I have categorised relevant literature into topics below to provide a scope of research that has contributed and continues to inform my ongoing process.
Working with refugee populations
Within this work it was important to first consider whether our presence would be relevant to the needs of the residents, acknowledge the abilities and limitations within an art therapy practice, and respect the varying capacities that individuals have to help cope with adverse situations. Papadopoulos wrote that pathologising the 'refugee' experience is unhelpful. He notes that people often have the resources and resilience to make complex transitions through asylum and are therefore not all in need of psychological interventions or diagnosis (Papadopoulos, 2007, pp. 301-312) . Throughout the pilot and the mural we approached the work flexibly observing, reviewing and adapting our service to presenting issues.
Kalmanowitz and Lloyd have extensive experience of working with displaced populations. They describe psychosocial art therapy as an approach that provides psychological support, which can refer into services and highlights the collective and individual resilience and resourcefulness of people (Kalmanowitz & Lloyd, 2011 , 2016 . Applying a psychosocial frame to an art therapy service within a camp can encourage a culturally sensitive and psychologically pertinent approach that can work safely and in partnership with other organisations. It can also amplify the community's abilities through social interaction while working creatively with their cultural interests.
Activating one's art therapy practice by expanding its usual parameters in working flexibly, including advocacy, might encourage a thinking and responding ability in an inherently politicised and stuck environment. Liebmann writes that when working with refugees, an art therapy practice needs to be flexible: 'often involving activities normally seen as beyond the boundaries of therapy ' (2013, p. 346) . A refugee camp is a particular environment that, due to its very function, inhabits a 'stuckness' that can be absorbed by those inside it, both organisational and residential. Isfahani comments on a 'frozenness' that is experienced by refugees through their loss of home (2008, pp. 79-87) , which could also be considered as a contribution to the atmosphere within a camp.
Cross-cultural practice
A holistic and thoughtful therapeutic response must take into account the global, local, personal and collective factors that contribute towards the psychological and physical environment of a refugee camp and the cultures it contains.
Lemzoudi writes:
Culture is a linear transmission of knowledge expanding time, through the values and physical attributes of a group, and the shared mundane experiences of life. Culture pervades all aspects of life and is never static. (2007, p. 3) Therefore culture is both a developed and developing phenomena particularly for refugee populations (Fitzpatrick, 2002; Lemzoudi, 2007; Linesch, Ojeda, Fuster, Moreno, & Solis, 2014; Rousseau, Lacroix, Bagilishya, & Heusch, 2003) . A refugee will experience cultures similar and different within their migration (Lemzoudi, 2007, pp. 2-21) . A refugee camp can contain many cultures from staff to residents. Each will have different values, expressions, languages and practices and it is important to acknowledge what one might bring to the environment. Kaplan writes that one must work with 'self-knowledge and sensitivity' otherwise we run 'the risk of imposing on our clients some of the same injustices they have experienced in the larger social order ' (2007, p. 14) . When working with other cultures one should apply selfreflexivity, to shift ones 'ethnocentric lens' thus enabling more awareness, compassion and sensitivity to the culture (Fitzpatrick, 2002; Kapitan, 2015, pp. 104-111) . Fitzpatrick also writes that a 'holistic approach' (one that values and learns from the community and families) will enable the therapist to work cross-culturally and more effectively (2002, pp. 151-158) . Acknowledging one's bias and assumptions, with a constant practice of reflecting and responding while informally meeting with community members, encourages a deeper understanding of individuals' experiences. Keeping in mind the inherently Western ideologies of art therapy and how areas can be adapted to work cross-culturally is paramount to a culturally competent practice (Anderson, 2013; Kaplan, 2007; Kristel, 2013; Liebmann, 2013; Roy, 1999) .
Isfahani writes that refugees accessing therapeutic services can hold feelings of 'shame, humiliation, and loss of social status or respect'. With this in mind she explores the UK's response to providing appropriate services and the relevance of social inclusion (2008, pp. 79-87) . Socially inclusive arts practices or socially engaged art therapy might be formed through groups and day services, a community mural can also hold the value of such interaction.
Outdoor art therapy, the art making process and murals
Stepping outside of the therapy room may provide an accessible therapeutic space that decreases hierarchical dynamics and encourages feelings of solidarity.
Jordan and Marshall (2010) consider a relational perspective when offering outdoor art therapy. They comment on the 'anxiety provoking' elements of inside spaces and the richness of 'doing together' that can facilitate a more equal and empowering therapeutic alliance (pp. 345-359) .
The arts are often perceived as offering opportunities for healing and agency. Through the process of art making it is possible for individuals to explore complex issues of identity and lived experience (Fitzpatrick, 2002, pp. 151-158; Wertheim-Cahen, 2005, p. 216 ). Franklin writes of the art making process that when creating art 'one cannot help but look inward and participate in decision making that is targeted at the resolution of various emotional and cognitive processes ' (1992, p. 79) . The very act of creating and leaving one's mark creates a metaphorical alternative to loss and destruction. Wood writes that periods of absorption 'can provide the opposite of alienation' leading to 'reverie and a benign sense of absorption' (2011, p. 189) . Perhaps one might consider that art practices will provide an informal or formal opportunity for respite, exploration and self-discovery.
A mural is a painting on a wall usually in a public space (Tate, accessed 10/06/19) that can take on the form of social expression. Since the 1970s there has been an increase in murals with the now popular 'Street Art' title that has roots in the art form of graffiti. I was, however, unable to find Art Therapy research specific to community murals. Brown and Kerr write about 'Community Art Making' such as is present in the celebrations of the Los Dias de Los Muertos and projects like The AIDS quilt. They write that these are centred in emotionally charged rituals but that through these examples 'we can see how art-making can help solidify communal bonds and aid in processing complex emotions ' (2013) . This could contribute to ideas about the benefits of community murals.
The above literature has informed my understanding of working appropriately within a refugee camp and the possible benefits in an art therapy facilitated community mural.
Vignette

Cracks in the walls
Our first task for the community mural was to begin preparing the walls. Moss and the peeling green camouflage paint were an unwelcoming sight to the building (see Figure 1 ). We began by scraping and scratching off the outside layers, often fortunate enough to be under the Greek autumnal sunshine. As we set about with our tools, children who had joined our indoor groups would come and watch and asked to join in. Withholding this activity became a constant negotiation and personally challenging experience. I continually questioned my presence on site both professionally and personally; wrestling with elements of my identity, what I symbolised and what I was a part of.
As our work progressed adult male and female residents emerged, curious about our activity. We invited those who were interested to join us, explaining our vision for a community mural.
The abandoned walls of the disused army base seemed to embody a parallel to the stories of war that were beginning to be told. As we uncovered the cracks and holes in the exterior walls, individuals began to talk about their experiences in the homes they had left behind, and within the camp. We heard of the horrors of war, the challenging realities of fleeing home and the responsibilities felt by men to provide a safe refuge for their families.
My expectations of this space were quickly adjusted by the realities of the environment and during supervision I sought time to understand how to manage boundaries and conversations in the outside area.
Internalising therapeutic boundaries, trusting coworkers, checking in with each other and working in pairs to co-facilitate difficult conversations, all helped reassure us that this work could be continued. Within the first two weeks we were fortunate to be joined by a volunteer translator from Jordan. She facilitated the important introductions that took place and explanations of our groups.
Trade tools
The next stage was to plaster the walls. Recognising our lack of practical experience, members of the community joined us again. This task seemed to activate the area, as a more lively energy emerged.
Two men shared their skills, teaching us how to mix and apply the plaster evenly and quickly. As we met around the walls with different individuals we were told about careers and practices that people had back home, and I considered the complex challenges in losing livelihoods and maintaining identity.
We witnessed what it meant for some people to experience an identity of 'refugee' and how perceptions differ and affect individuals. A media post about a young woman, who had held a naked protest within her country against their strict asylum policies, had evoked feelings of anger and frustration with one man. He felt misrepresented by her public display of nudity. We discussed and acknowledged how important it is to be accurately viewed or represented by others in order to feel respected. This was a reminder of the outside world that was at times looking on at a crisis without a resolution. During the interactions around these walls we asked about and acknowledged the careers and lives that individuals had held before the war, in order to amplify their identity beyond 'refugee'.
One man who came to watch us working at the walls joined us each time but never took part. He appeared at times distressed about his current situation and his future. While engaging us in conversation one of the plasterers stepped in and said gently, 'You are too busy working with your head, you should be working with your hands'. This was explained as an encouraging Arabic saying and informed our understanding of the importance of making and doing within our lives.
Caravans
Across the second and third week it was announced that Isoboxes were arriving to be installed in front of the building we were using. Measuring approximately 2.5 metres by 6.5 metres these were to provide weatherproof accommodation to families or four individuals with bathroom facilities. The residents referred to them as caravans, conjuring up my idea of temporary homes for holidays and permanent homes for travelling communities.
The tented area included spaces for eating, sleeping, cooking and socialising. Each day when we did outreach for our groups, we would pick our way over and under knotted ropes, each tent seeming to be connected to another to keep it upright. When invited in for chai (sweet tea), it felt cosy and safemost had separate sleeping areas and the layers of canvas muffled the conversations outside. In meeting with the community we began to understand that the caravans represented a permanency to the residents' situation. There was genuine worry that if they moved into them their applications for asylum would be slowed down and deemed less urgent. They also did not provide a cooking or socialising area, as they were just one room. For a culture that tends to gather together particularly for meals, the caravans were unaccommodating of their traditions and cultural identities. Residents were understandably concerned about their loss of space and privacy, along with the longevity of their stay.
On the day the first keys were to be handed out I felt there was an air of excitement, anticipation and anger. Some residents protested against this unknown and unwanted accommodation, maintaining their positions in the tented area. Eventually, as the protests appeared to deflate along with the deconstruction of the tents, each individual left and moved into the caravans.
Handing over
We continued with the mural and were joined by adults and young people, both men and women whose keys hadn't been handed out yet. As we brought out the base colours, there was a change within the group. Many people joined us, showing us their technical skills, and joining each other to add the first marks of colour. As the time wore on more people arrived asking for paintbrushes. Our team eventually stepped back empty handed as we had run out of tools. We watched as many community members took over, creating colours for the inside of the building and transforming the outside walls.
We approached the participants to initiate discussions about the mural. Previously each time we had begun conversations no one was able to offer a vision for an image. Perhaps it was difficult to commit to the future of something within a temporary site, or for an individual to speak for a population with such a strong sense of communal spirit. As the last coat of paint dried a large group of male participants gathered around the main wall. To activate discussion we suggested a map, one that could be added to over time and could include symbols of personal and collective identity. An older Syrian man became upset at this idea, explaining that his country was somewhere he did not have good memories of. Acknowledging his feelings, we tentatively continued the conversation asking what they would like to see. Ideas were discussed; a place they could feel proud of, a backdrop for having their photo taken, images of children playing, the sun shining, a dove representing peace, and animals. The conversation became animated as their suggestions seemed reminiscent of somewhere quite different to the areas of abandoned land they now lived on, perhaps the opportunity to use imagination had transported them elsewhere. We hoped that the group would join us next time to create the images they had spoken of.
'I work, you work, we all work'
Over the next session the keys had been handed out and everyone was busy moving. We watched as belongings, piled high on wheelbarrows, were taken back and forth from the tents to the caravans. We considered whether to help but decided it more appropriate to continue to work on the walls. A man walking past carrying a bundle on his shoulders said with a smile 'I work, you work, we all work'. It felt as though a sense of being alongside the community was becoming established through the mural and our daily interactions with people.
The tented site slowly became dismantled as people took parts of their old shelter and began to build onto their new one, extending the living spaces with resourceful and creative voracity. We watched as a community supported one another in securing each other's extensions, the value placed on the collective within their culture was deeply moving to witness in action. A young man joined us as we observed the to and fro of the residents. We asked what he thought of the discussions about the mural. He was apprehensive to make a mark but had suggestions that encompassed the ideas and sentiments expressed the previous day, and using chalk we mapped out his version of their visions.
He explained that the mural should be two pieces of land separated by the sea. That out of the sea two hands should rise, they would represent the hands of the people. The hands were to hold an image of the sun, it would symbolise the war and the heat of the war and there would be a dove that would fly over the sun to symbolise the peace that everyone wants. He told us that animals and children should be seen playing on the land. The young man had heard each person's ideas from the previous day and created an image that felt deeply symbolic and encompassing of his community.
With-holding
Within the next session we were joined by young men and women who helped to mix the colours and began building a very beautiful image of life. The adults, perhaps busy setting up a new home, gave way to an adolescent group. With this change the area began to attract younger children eager to join in. We felt a constant pull out of the mural space and into a conflict with children who wanted the materials. As we worked, a fight broke out among the children around us leaving us with no choice but to intervene. As a result I felt deskilled, un-professional and attacked. As we closed that day I was left feeling deflated, angry, extremely sad and apprehensive of my continued presence on site.
'Tomorrow we make it better'
Arriving on site the following day we found the mural intact and so we continued with our schedule. As we waited for people to arrive for the indoor group dark clouds gathered outside and a loud electrical storm erupted overhead.
As our group ended, so did the storm. We began to tidy up when one of our team came in and broke the news. We stepped outside to find that the rain had washed away the colours painted so carefully and under such duress the previous day. The outlines of a weathered dove and an anchor that had been placed on the land resolutely remained (See Figure 2) . I stood in disbelief and shock realising that the paint we had used was not durable and we had not provided the correct materials. I felt I had failed. The storm that had arrived seemed symbolic of the eruption of anger around the mural the previous day, the rain representative of the tears I had shed after the events.
As we stood in silence looking at the wall running with colour three of the young women who had joined us the previous day came over, gasping as they looked on at the remnants of the image. We apologised. I felt embarrassed and frustrated at our mistake. My shame gave way to silence. The oldest of the young women then stepped forward and exclaimed that it was, 'No problem!' a phrase so often used by the residents. She then stated 'Tomorrow we make it better!' Her determination and resilience activated my thoughts and I recognised the opportunity in authentically acknowledging the mistake, enabling us to be alongside the young women in their resolution.
Repair
In response we cleaned the walls and left to source the correct materials. The next day I entered the site feeling energised by the young women we had been working with and the community that we had come to know. I had witnessed their creative resourcefulness and clear resilience that aided them in finding refuge and building spaces for their families and neighbours.
The young women joined us at the walls and, holding boundaries, we engaged with the young people to create a safe space. One young woman began repairing the central figure of the dove, carefully following the lines to create a symbolic solid image of peace. There was a lively energy as we were thoughtful about where the materials were placed and therefore more able to protect the children and young people.
As the mural was completed the young women who had dedicated their time wanted to paint their names on the walls, perhaps marking not only their identities, but also their triumphs. They had completed what the elder generation had begun. They then asked us to join them and to put our names alongside theirs. As we stood back to admire the entire work of the community with relief, elation and wonderment I experienced a deep feeling of solidarity among us. The final image: a symbolic vision of the personal and collective community, told the powerful and layered story of the participant's hope, creativity and resilience (see Figure 3 ).
Discussion
As the world rapidly changes, it is important as reflexive and reflective practitioners that the art therapy profession adapts to the evolving needs of clients, meeting them as and where they are. As creative individuals we might consider; how to engage our clients, where prospective employment might be, and ways in which we can continue to develop and contribute within the complex and diverse areas that make up our working environments (Richardson, 2018, pp. 188-190) .
Franklin, Rothaus and Schpok citing Franklin write:
The competently trained art therapist is best served by creating a flexible professional identity that integrates clinical skill with social engagement. (2007, p. 214) Stepping out of the art therapy room allowed for an exploration into a different practice within the scope of art therapy, it encouraged engagement and built relationships with a community who continuously accessed the art therapy groups across a further 18month period. While the building was in use the mural space was well maintained and was witnessed as providing an interesting and colourful backdrop to portrait photo's for some of the residents, and children were sometimes seen gathered at the mural taking time to look at the image together suggesting that it had inspiration and interest after the process of making it.
Working flexibly as art therapists facilitating a community mural utilised our therapeutic skills to facilitate an art piece that served the community as an image for them and by them.
Drawing from Lemzoudi (2007) , Fitzpatrick (2002) and Kapitan (2015) to consider one's cultural awareness, personal bias and assumption, and applying reflexive and reflective thought, strengthened my abilities to understand and manage a complex working environment in cultures and a country different from my own.
Returning to Franklin et al., who encourage a practice that is both professional, flexible and socially engaging, (2007, chapter 12) I believe that the community mural utilised art therapy skills in a place where there was need for creative action and that we were well equipped and informed to respond appropriately to the complex environment of a refugee camp. However, perhaps a skilled, compassionate and culturally aware artist may also facilitate this art form with knowledge of appropriate materials and community engagement. As Brown and Kerr acknowledge, there is clear therapeutic value within the creative processes when communities come together to create in the wake of traumatic experiences and this can be facilitated through various artistic means (Brown & Kerr, 2013) .
Adopting the relevant frameworks of psychosocial and Portable Studio ideas (Kalmanowitz & Lloyd, 2005 , 2016 encouraged cultural sensitivity and safe practice within therapeutic boundaries. This supported the development of a valuable creative space where difficult experiences could be safely explored. The mural required and relied on the resources of the individuals and community throughout the process, which allowed for the development of an authentic relationship.
Our flexible practice that applied the psychosocial approach utilised our resources and abilities as art therapists, thus enabling us to creatively reach a client group that might not otherwise have engaged or benefited from an art therapy service.
Berman writes:
The powerful way in which the provision of an art therapy space facilitates communication also provides the potential for a community to engage with their capacity to mourn as the space creates an expressive outlet. (Berman, 2011, p. 3) Berman's Community Art Counselling programme in South Africa utilises the psychosocial and Portable Studio elements from Kalmanowitz and Lloyd alongside art therapy training to sensitively engage with a community affected by continuous trauma. Berman's approach includes the holding and containing elements that provide the safe and therapeutic space that art therapists create within their practices.
The mural enabled different cultures, faiths, genders, ages and ideologies to come together to create something for an entire community. True moments of solidarity were felt through its process and completion, somewhat represented I believe, by the request for our names to be alongside the young women's on the walls. Kapitan writes that when an art therapist 'learns to shift the frame of reference from "I" to "we" and from doing for others to being with others in solidarity' one participates in social justice and action (2015, p. 110) . I felt a sense of solidarity in many areas during the mural: in the handing over of developing creative concepts, the materials and the receiving and sharing of knowledge. In the moments of our technical mistake, while these should indeed be avoided, we were also presented with the opportunity to authentically respond. It could be considered that owning our mistake addressed possible power dynamics, showing our vulnerability perhaps opened up the relationship to deepen feelings of equality and solidarity.
Wood writes that 'absorption is the opposite of alienation ' (2011, p. 189) , this was displayed within the coming together of a community who supported, shared and contributed in the mural's creation. An example of this could be considered in the interaction between two men, one of whom was feeling distressed and the other hearing this offered him advice to participate in the activity. We might view this as our innate use of art and its ability to provide respite and what Wood described as 'reverie' to those who creatively engage (2011). Lee describes 'flow' as 'a state determined by an individual's perception of high skill level and high challenge of a given task, resulting in feelings of satisfaction and fulfilment when the task is accomplished' (Lee, 2015, pp. 120-129) . Through the two men's interaction the community mural may be considered as incorporating aspects of flow.
Jung writes that the symbol is 'usually an unfathomable mixture of conscious and unconscious factors ' (1963, p. 367) . Each task within the creating of the mural appeared to hold unconscious symbolic meaning allowing time for conscious reflection. It felt as though the uncovering of cracks and holes within the walls reflected the revealing of individuals' inner challenges and difficult experiences. Applying the plaster to fill in the cracks became a task that was identified with as an action and an individual's trade. Conversations regarding identity then followed, perhaps allowing for some good feelings to be shared as the atmosphere lifted and became activated. As the mural transformed so too did our participants' ages and genders. The image was itself explained as 'symbolic', by its young male visionary who had transformed the many adult voices into a narrative. The weathered dove and anchor also felt to hold huge symbolic meaning as parts of the mural that had remained after the storm and were in need of repair. I felt the mural demonstrated the innate human ability to connect with creative and 'doing' tasks and showed the importance in enabling ownership with communities who are displaced. It indicated the value in art therapists creating opportunities for connection, social engagement, reflection and absorption. The mural was a place where the art therapists could bear witness, demonstrate compassion, provide positive reflections and authentically show solidarity.
Limitations and recommendations
The limitations of this paper predominantly lie in the methodological approach of qualitative research and the presenting vignette that relies on personal reflection. This account must therefore allow for subjective perception and bias to be considered. Further primary research that includes participant's voices, their experiences and the impact of the art making would provide valuable insight, expanding the discussion into the effects on individual and relational wellbeing. It would also be beneficial to examine similarities and differences within the practice being led by artists and art therapists. Further accounts and research into art therapy facilitated community-based arts projects would be helpful to draw upon in order to better understand the benefits, our transferable skills and how future projects might reveal themselves to other practitioners.
Implications of study for practice
I believe that through the presented theory and vignette this paper demonstrates that art therapy can be a useful approach to appropriately engage with people who have been displaced, and that through therapeutically creative means such as a community mural, the art therapists are able to safely and skilfully meet some of the psychological and social needs of the individuals within the community.
Conclusion
The aim of this paper was to present literature and a vignette that could contribute towards discussions of how art therapy can be applied when working with refugee populations. By stepping out of the usual art therapy practice and applying a psychosocial approach, I believe that through the mural we were able to meet some of the psychological and social needs of the community in an authentic and accessible way. The mural, like many artistic processes seemed to hold therapeutic value that allowed for past and present experiences to be safely reflected upon and therapeutically witnessed, but further research with participant voices would expand these suggestions.
We live in a politically complex world where those in power seem to increasingly deploy walls to separate people, making life more difficult for the impoverished and persecuted. History has seen walls collapse under the power of the people, perhaps then socially engaged art therapy can be there to meet those that stand on opposing sides and at the borders, to help them not only make sense of their experiences, but to transform the function of the wall into a more meaningful and creatively healing place.
